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ABSTRACT
The purpose of this study is to examine the identity retained by the Irish cultural
group despite homogenizing forces of the globalization process, such as global markets
and communications. Specifically, I focus on Irish rock music and musicians to argue
that Irish rockers participate in the global rock genre while still reflecting Irish culture.
To discuss the characteristics within Irish rock music that "sound Irish," I use the
concept of musical codes that signify Irishness to the listener. Even though the code of
traditional Irish instruments suggests Irishness to both insiders and outsiders of Irish
culture, most musical codes are distinguishable only to insiders. These culturally specific
codes include vocal quality, echo, ornamentation, the Gaelic language, Irish accent, poetic
language, and Irish topics.
As part of the globalization process, the media produce and perpetuate
generalizations about the Irish and influence the way the Western world perceives
"lrishness." The media exoticize the Irish and their music through Hollywood
descriptions and images in television programs and on compact disc covers that represent
their culture as magical, mystical, spiritual, and ancient.
As the media idealize the Irish, they often classify them by their ethnicity.
Particularly, I compare how the media link the members of the Irish rock band U2 to their
ethnicity and American artist Britney Spears to her nationality.1 The data suggests that
Irish ethnicity is not considered the standard as it is accentuated by the media.

1

My methodology associates Spears with her nationality as white Americans are seen as " ... lacking an
ethnic identity" (Taylor 1997, 7).
IV

Conversely, Spears' American nationality is rarely, and even then, only indirectly
connected with her.
In contradistinction to media representations, I discuss the ways the Irish define
themselves and how they use symbols and cultural customs to create and sustain an
"imagined community." As a product oflrish culture, Irish rock music has reflected
many of these symbols and customs in its lyrics and music. Specifically, I focus on
socializing, Bloody Sunday, the Rebellion of 1798, and Van Diemen's Land.
In general, this study points out how the Irish define their own identity despite the
influence of globalization, and more particularly, the media. Through these definitions,
the Irish community is empowered against the external forces of globalization as they
represent themselves within the global genre of rock.
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CHAPTER 1
IRISH ROCK MUSIC AND GLOBALIZATION: AN INTRODUCTION
It is one of today's cliches to say that the world is becoming smaller; that in,
effect, it has become one place. One of the terms which points to the heightened
consciousness of this process, globalization, has gradually become rooted in
popular discourses over the last decade ....
--Mike Featherstone, "Localism, Globalism, Cultural Identity" (1996, 46)
It has often been assumed that the process of globalization has removed cultural
difference in many ways, subsuming individual cultures into a "global village" while
reflecting a view of a homogenized world. Academic fields of study examining the
cultural consequences of globalization have produced theories about homogenization in
which music, as a part of culture, has been affected. Livio Sansone addresses such a
homogenization theory for music when he says, "... the styles associated with these
kinds of music are spreading worldwide from a center to the periphery ... " (200 I, 136137). People who share this idea of globalization believe that the styles of popular,
musical commodities begin in one centralized location and are copied by cultures
everywhere. This idea proposes uniform musical styles that all sound the same, lacking
distinctions and qualities particular to a culture.
Rather than agree with this simplistic theory of globalization, I instead embrace
the idea that individual cultures appropriate popular global styles. Individual cultures
integrate these global styles with their own by adding characteristics, creating a sound
that is different rather than homogenized. Roger Wallis and Krister Malm explain, "The
world had been flooded with Anglo-American music in the Fifties and Sixties. This
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influenced, but did not prevent, local musicians from developing their own styles, adapted
to their own cultures" ( 1984, 302). The present study explores cultural differences within
the confines and structures of popular musical styles, in particular Irish rock music, mass
produced and distributed through these processes of globalization.
Arjun Appadurai presents a useful model of the globalization processes in the
article, "Disjuncture and Difference in the Global Economy," where he discusses the
relationship between global systems and capitalism in the modem world (1990, 1).
Appadurai uses the metaphor "landscapes" to illustrate the cultural currents of
globalization, including "ethnoscapes" and "mediascapes" (Ibid., 6-10). Ethnoscapes
refer to the movement or shifting of people around the globe and includes the mobility of
global travel, relocation, and immigration. Mediascapes refer to the capacity to produce
and distribute information through mass media technologies, such as the medium of
radio, television, magazines, newspapers, and the recording studios. Appadurai uses the
suffix "-scapes," to suggest the fluidity, disjuncture, and unpredictable nature of the
"global cultural flows," illustrating the processes that make the world interconnected
(Ibid., 6-10). As these scapes shift and change, disjuncture occurs among the different
cultural currents. I will discuss ethnoscapes in more detail in Chapter 3, but I will
momentarily focus on mediascapes in order to examine the media's significant role in
globalization.
With the power to record, transmit, and distribute information, the global
influence of mediascapes is immense. Through the distribution of information, the
people in the media are able to interpret and, to a degree, shape perceptions about
2

different cultures, historical situations, and ideas. One such illustration is evident in
Sinead O'Connor's performance on Saturday Night Live in October 1992. O'Connor
performed "War," which is a protest song opposing social injustices, such as racism.
Following her performance, she declared, "Fight the real enemy" and tore up a picture of
the pope (Cannady 5 October 1992). The media described her actions as a stand for
abortion or as just one of her trivial impulses. In The Boston Globe, Michael Blowen
portrays O'Connor and the situation in the following way:
Sinead O'Connor doesn't believe in hair. She doesn't believe in the national
anthem being played at her shows. And now, the inflammatory Irish singer is
targeting Pope John Paul II, whose picture she tore up on "Saturday Night Live"
this weekend. (Blowen 5 October 1992)
This view of O'Connor depicts her as both angry and unstable.
However, during an interview, O'Connor revealed the real reason she tore up a
picture of the pope; it was to protest the Catholic �hurch's position on child molestation
by priests (VH-1: Behind the Music 2000). As a victim of child abuse, 0'Connor reacted
in opposition to the pope, who decided not to take any action at that time against priests
accused of child abuse. Despite O'Connor's real motivations, this situation was
presented incorrectly through the media's representations.
Magazines, newspapers, television stations, the recording industry, and other
facets of the mediascape define other cultures, thus affecting the West's reactions and
definitions. Assumptions and generalizations about the identity of these other cultures
are ascribed through images and representations provided by the media.
However, members of a cultural group or society also form their own identities
3

and definitions of who they are. Keith Negus describes "the issue of identity [as] the
characteristic qualities attributed and maintained by individuals and groups of people"
( 1996, 99). Thus, in order to establish the identity of a culture, qualities must be
associated with and sustained by its members. Background and experiences are then
connected with these qualities as they act as symbols that are identified with that group,
holding cultural significance. A type of community is formed from a cultural collective
memory through experience with and knowledge of these symbols in the context of the
society, altering the perspective of those inside the group from that of the rest of the
world (Featherstone 1996, 53).
I examine a culture's use of symbols to create identity in contrast to the media's
definition of identity. Irish rock music and musicians, primarily U2, Sinead O'Connor,
the Pogues, and the Cranberries, will be used as a case study of this relationship. Before
proceeding, however, definitions of ethnicity and culture will be established.
Culture and ethnicity often have been used interchangeably. As Tim Taylor has
remarked, "Culture has entered everyday language, but as nothing other than a term that
supplants race or blood or ethnicity as an essentialized marker of racial-ethnic difference"
(1997, 126). However, these terms are not synonymous although they are related.
Anthropologist Clifford Geertz has designed a process for researching culture
called thick description, which describes his view as ". . ·. essentially a semiotic one.
Believing . . . that man is an animal suspended in webs of significance he himself has
spun, I take culture to be those webs, and the analysis of it to be therefore . . . an
interpretive one of meaning" (Geertz 1973, 5). Geertz's approach, like the linguistic
4

approach of semiotics, maintains that words, people, places, things, and actions often take
on multiple meanings, which are determined based upon the background and experi�nces
of the people interpreting the situation or object under consideration.
One such instance can be illustrated in anthropologist Colin Turnbull's
representation of BaMbuti. He shows how the connection of the BaMbuti hunting
gatherer society, with other societies has brought about an exchange of food and beliefs
(Turnbull 1961, 166-183). However, the defining experience of living in the central
African rainforest brings about an understanding of the forest specific to the BaMbuti.
For the BaMbuti, the forest symbolizes such things as food, safety, materials, and a
system of beliefs (Ibid., 92-93). A person could claim that she or he is part of the
BaMbuti society, yet without sharing the same experiences, that person's view of the
forest will differ from the perspective of the BaMbuti. For instance, to an outsider, the
forest might symbolize darkness, mystery, or a place to hike rather than a source of safety
and security as the BaMbuti believe.
I propose that culture is composed of individuals who share a common
background, and these individuals are connected through symbols and experiences that
have specific meanings for members belonging to that group. Individuals who feel a
connection to· that group yet interpret the symbols and experiences of a particular society
as an outsider are not part of that culture. Instead, individuals who have lived through
these defining experiences and interpret them from an insider's perspective are part of
that culture.
On the other hand, ethnicity is defined by anthropologist Frederick Barth in terms
5

of boundaries that mark who is and who is not a member of an ethnic group. He
theorizes that these boundaries are "constituted through 'self-ascription,' whereby people
choose to utilize a few cultural attributes...as the 'overt signal or signs' of their
distinctiveness" (Keyes 1997, 152). In other words, Barth theorizes that ethnic groups
decide which signs are going to signify members of their group.
However, the situation is more complicated since groups are not isolated but
rather live in a world affected by globalizing forces such as technology and the media.
Taking into account the impact of these external forces, ethnomusicologist Adelaida
Reyes-Schramm theotjzes that "ethnicity is ...a matter of boundaries set up through the
articulation of differences and the use of symbols perceived to be cultural or assigned
cultural meaning by members of the group and by outsiders" (1979, 5). Therefore, these
boundaries are defined not only by members but also by those outside the group through
the use of symbols.
Blurred lines of ethnicity can be traced through the global flow known as
"ethnoscapes." Vacations, migrations, relocations, and business trips are included in
ethnoscpaes, which means that people are no longer confined by geographical boundaries
and are free to mix with those of other ethnic groups and backgrounds (Appadurai 1990,
5). Neighborhoods and cities have become more ethnically diverse as people travel
beyond previous limits.
With such global travel, members of the same ethnic groups are separated and do
not always share in the same background and experiences. Considering this, I agree with
Reyes-Scramm that ethnicity is characterized by boundaries marked by the defining
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symbols and differences ascribed by individuals both in and out of the group. Whether or
not a person has lived through the defining experiences of a culture, she still may be part
of the same ethnic group.
The difference between a culture and an ethnic group is evident in the
construction of each group. Members of a particular culture are connected through
sameness both in background and experiences associated with their way of life, whereas
an ethnic group is constructed through differences in the symbols and distinctions
assigned by the group regardless of cultural surroundings. The result is that a culture may
contain many different ethnicities while sharing the same experiences, and a single ethnic
group may be dispersed among many different cultures.
The best illustration of this type of situation is the Jewish diaspora. In 597 B.C.,
Israel was conquered by the Babylonians which began the Jewish diaspora. Many
members of the Jewish ethnic group were either deported to Babylon or escaped to Egypt
(Hooker 2002). Though the Jewish ethnic group shared a common background and
culture before the diaspora, many of them now belong to different cultural groups as they
scattered all over the world.
Similarly, an Irish diaspora was created beginning around 1848 due to several
factors, including three successive crop failures of their primary staple, the potato,
causing millions to leave their Irish homeland and become immigrants. While these
immigrants and their descendants are no longer living through the same experiences as
the Irish living in their homeland, members of the diaspora may see themselves as part of
the Irish ethnic group. For the purposes of this study, the Irish ethnic group living outside
7

of Ireland will be referred to as the diaspora and the Irish living in Ireland as the
homeland or the Irish cultural group.
To obtain information about the symbols and experiences that define a culture, I
interviewed subjects who have lived through the experiences associated with that culture.
Informants included in this study are two Irish students, one female and one male,
attending university in the United States and two Irishmen working in the United States.
Three of the informants are from Dublin and one is from Belfast, and all of them are
between the ages of 18 and 35. In my interviews, I asked the questions: How does the
media define Irish identity? How do the Irish define their own identity? Do the artists
U2, Sinead O'Connor, the Pogues, and the Cranberries, and sound Irish? How do they
sound Irish? Using the clues and insight from these interviews, I was able to decipher the
Irishness when listening to and analyzing Irish rock music recordings.
In contrast to the insider's perspective, the media has the power to influence and
shape outsider's perceptions (Penley and Ross 1991, ix). I used the media sources of
international newspapers, television programs, compact disc covers, and articles in
popular journals to determine how the media portray the Irish and Irish rock artists. I
looked at compact disc covers of Irish artists and television programs about Ireland to
examine the idealized images and descriptions presented by the media. To show the
media's ascription of generalizations and stereotypes to Irish culture, I analyzed English
language international newspaper and popular journal articles. And television interviews
and performances of Irish artists offered insight into the way the Irish identify themselves.
In order to determine whether the media depict Irish rock and popular artists
8

differently from American rock and popular artists, I examined the ascription of ethnicity
to one of Ireland's most famous groups, U2, and the ascription of nationality to one of
America's most famous artists, Britney Spears. 1 To conduct this study, I analyzed full
text articles from international newspapers, magazines, and periodicals, from the two
month period of May 14, 2001 to July 14, 2001.2
Further information about the media is available in Fields of Vision: Essays in
Film Studies, Visual Anthropology, and Photography. In their book, Leslie Devereaux
and Roger Hillman explore Western representation in visual media such as movies,
pictures, and films and how these media define cultural· groups. Devereaux argues that
the media's representations generally lack accuracy and are biased by including fantasty
and fiction (1995, 4-5). This is especially the case when interest is focused on the
exoticization of other cultures.
In Global Pop, Tim Taylor is concerned with one part of the media, the record
company, and its use of images and descriptions on compact discs in the marketing of
music associated with an ethnic group. Specifically, he demonstrates how the record
company exploits the Irish by marketing their music as exotic and "authentic" ( 1997, 17).
An example of this type of marketing occurred when a researcher recording Javanese
gamelan music changed the way it was usually produced in order to generate music
". . . according to current American views of 'authentic' gamelan sound" (Lysloff 1997,

1

In this study, Spears is associated with her nationality rather than ethnicity as white Americans are seen as
"... lacking an ethnic identity" (Taylor 1997, 7).
2
I used the general database search engine for the website, Lexis-Nexis Academic Universe. I restricted
the time period to retrieve recent data, showing the media's current portrayals ofU2 and Britney Spears.
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210). Another aspect of the media, the newspaper, is examined by Frank Rusciano,
Roberta Fiske-Rusciano, and Minmin Wang in "The Impact of 'World Opinion' on
National Identity" as they explore the "construction" of identity by the media ( 1997, 71).
Though their particular study focuses on the identity of a nation rather than a culture, it is
still pertinent to this study as it examines the power of the media to "construct world
opinion" (Ibid., 73).
To understand how globalization and the media affect the music of ethnic groups,
I examine several sources. In "The Localiz_ation of Global Funk in Bahia and in Rio,"
Livio Sansone disagrees with theories of homogenization. Instead, he argues that even
though the media have affected the international music scene, ethnic identity is formed
within Western music styles ( 200 1, 136-137). Similarly, Roger Wallis and Krister Malm
in Big Sounds from Small Peoples: The Music Industry in Small Countries maintain that
local cultures form their own sound despite global influences ( 1984, 302).
Though Irish rock music is a product of globalization, Irish identity within the
music is maintained through musical codes. To illustrate the concept of musical codes, I
use the linguistic model of semiotics as defined by Ferdinand de Saussure in Course in
General Linguistics. His model is compared to musical codes in Chapter 2. Evan
Ziporyn in "Who Listens If You Care" and Steven Feld in "Communication, Music, and
Speech About Music" both assert that music itself is a code or a sound event that will be
interpreted by the listener depending upon her background (Ziporyn 1988, 46; Feld 1994,
79). In Irish rock music, the codes I examine are traditional Irish instruments, vocal
quality, echo, ornamentation, the Gaelic language, Irish accent, poetic language, and Irish
10

topics.
,.,
Instruments, lyrics, or melodies similar
to those found in traditional Irish music

..

� about these codes are available in
are all musical codes. Examples of and information

The Music, Songs and Instruments ofIreland by Karen Farrington as she focuses on the

history and techniques of traditional Irish instruments ( 1998), and in Irish Emigrant
Ballads and Songs by Robert Wright as he quotes the melodies and lyrics of traditional

Irish songs ( 1975).
While lyrics, melodies, and instruments of Irish traditional music are associated
with Irishness, Irish rock music also uses musical codes to sound Irish. For instance, one
musical code signaling Irishness in Irish rock music is the Irish dialect. As a guide to
understanding phonetics, I incorporate the method of Lewis Hermann and Marguerite
Shalett Herman from the book, Foreign Dialects: A Manualfor Actors, Directors and
Writers ( 1943).

To gain information about the Irish performers themselves, I use sources that have
completed in-depth studies about them such as The Isle ofNoises by Mark Prendergast.
This book contains an overall view of Irish rock music in Ireland. He follows the history
of rock music in Ireland from its inception to the time his book was written, providing
musical and personal details about many Irish performers (Prendergast 1987). The book,
Race ofAngels: The Genesis of U2, by John Waters and the book, U2: The Road to Pop,

by Carter Alan are sources that provide valuable information and quotations from
members of the Irish group, U2 (Waters 1994; Alan• Il 992). These two books include
historical background about the group, information about their music, and transcriptions
11

of interviews. Also, "Sinead O'Connor--Musical Mother," focuses on understanding
O'Connor through the vocal quality in her music (Negus 1997, 180).
In the music industry, processes of globalization influence not only production
and distribution, but also the type of music created. Through the creation of rock and
popular music in Irish culture, an Irish identity is maintained within the music. In this
study, Chapter 2 examines the codes in Irish rock music that signify Irishness both to
insiders and outsiders. Offering a different perspective, the media use their powers of
persuasion to represent Irish culture, influencing outsiders. Chapter 3 addresses Irish
identity as portrayed by the media through images and descriptive language. Media
representations are usually exoticized, presenting a perspective associated with mysticism
and magic. Conversely, in Chapter 4, I explore Irish identity as defined by the homeland.
Through the lyrics and the music, Irish rockers represent defining characteristics and
events of their culture. And in Chapter 5, I draw some conclusions from my study and
point to areas of further research.

12

CHAPTER 2
THE SOUNDS OF CULTURE
Introduction: Musical Codes and Perspectives
Music is often able to represent and relate to a particular culture or group of
people. Within the general category of rock music, musicians with extreme differences in
sound and style have come to signify certain groups. Incorporating these extreme
differences, artists are able to produce music in the global genre of rock music while still
reflecting and representing their own culture. In this chapter, I examine the musical and
linguistic codes in Irish rock music that exemplify and symbolize Irishness both to those
inside and outside Irish culture while reflecting global influence in general stylistic
elements and instrumentation.

A distinctive Irish sound is created in Irish rock music through musical codes,
which are musical events, such as harmony, melody, ornamentation, and timbre, that are
connected to responses and memories including emotions, images, and words, to name a
few. A useful model to demonstrate the concept of musical codes from an insider's
perspective is the linguistic approach of semiotics. Ferdinand de Saussure defines
semiotics using the model of concept vs. sound and signal vs. significance (19 1 6, 66-67).
In this process, a sound pattern in a language acts as a signal to the listener who processes
it, thereby creating a concept, giving meaning and significance to the original signal. A
language or a signal in general will be decoded according to a person's cultural
background. This linguistic model of semiotics relates to music in that the musical event
is the sound that acts as a signal to the listener who then perceives the event as a concept
13

and processes it so that it holds significance.
Evan Ziporyn in "Who Listens If You Care " describes the relationship between
musical events and a person's background when he makes the statement, "Music is a
code, by definition comprehensible to people within a cultural group " (1 998, 46). Music
codes, then, are a type of discourse or communication with music as the medium and the
members of a culture participating as the recipients and translators.
Even though musical codes are primarily interpreted by insiders, Steven Feld, in
his discussion of semiotics, extends their interpretation to all listeners through what he
calls "interpretive moves " (1 994, 86). Feld defines "interpretive moves " as "...the
discovery of patterns as our experience is organized by juxtapositions, interactions, or
choices in time when we engage symbolic objects or performances " (Ibid). Thus, if
outsiders experience musical events that have come to be identified as "sounding " Irish,
similar musical events will also signify Irishness.
Codes exist in Irish rock music on two levels: more subtle musical events are
interpreted by insiders of a cultural group and more obvious codes are apparent to
outsiders. Specifically, I examine the code of traditional Irish instruments included in
Irish rock music as they are recognized as "Irish " by outsiders. Even though traditional
Irish instruments are distinguishable to insiders, I also focus on insiders' identification of
more subtle codes, including vocal quality, echo, ornamentation, the Gaelic language,
Irish accent, poetic language, and Irish topics.
When I first listened to Irish rock music, I was unable to distinguish the Irishness,
that is, the codes underlying the superficial, rock strictures. My awareness could not
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extend beyond the wailing of the electric guitar and rhythmic drive of the drum set.
When I listened to songs such as "Linger" by the Cr�berries or "With or Without You"
by U2 , I did not hear an Irishness in their music (Cranberries 1993; U2 1998). When I
thought of Irish music, I expected to hear an Irish jig or a mournful ballad instead of what
I heard: rock music with a strong drum beat in duple time.
To determine if an Irish sound existed in Irish rock music, I interviewed Irish
exchange student, Katrina Elliott. She revealed that, in fact, Irish rock performers such as
Sinead O'Connor, U2, and the Cranberries sounded Irish to her. In this chapter, I
examine the unique Irish codes presented by Elliott and other Irish informants, which are
traditional Irish instruments, vocal quality, echo, ornamentation, the Gaelic language,
Irish accent, poetic language, and Irish topics.

Traditional Irish Instruments

Traditional Irish instruments are a code not only for insiders but also for outsiders
through experience with musical events that include these instruments. Outsiders, and
more particularly Americans, have contact \\'.'ith the code of Irish traditional instruments ·
in several ways, including movie soundtracks and compact discs. Movies like Titanic
and Far and Away feature Irish traditional instruments, producing a "Celtic" sound
associated with the Irish. 3 And, traditional Irish instruments perform on "Celtic" compact
discs identified as Irish, such as Celtic Legacy: A Global Celtic Journey, which remained

3

For examples from these movies, see Elycia 's Real A udio Celtic Serenade.
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on Billboard 's World Music Charts for fifty-two weeks (Taylor 1997, 6). As outsiders
connect audio media, like movie soundtracks and compact discs, to Irishness, future
association of Irish traditional instruments would be linked to an Irish identity.
Once listeners come into contact with traditional Irish instruments, future
recognition is possible through a unique and identifiable sound. The unique Irish quality
of traditional Irish instruments, such as the uillean pipes, fiddle, and tin whistle, is related
to the timbre of the instruments and performance techniques. The uillean· pipes, softer
than the Scottish bagpipes, ". . . are normally no louder than a fiddle or accordion and
sometimes much quieter . . . " (Aniar Records 2002). These pipes have a nasal, almost
whiney quality in the melodic lines performed by the chanter. The most distinctive
characteristic of the pipes, however, is the continuous bass accompaniment created by
drones. The tin whistle possesses a bright, metallic timbre that is almost shrill at times.
Structurally the same as the violin, the fiddle produces its characteristic sound by a timbre
that lacks vibrato and through melodic ornamentatic:m. In an interview, fiddler Michael
Dodge described the ornamentation in Irish fiddling by discussing a workshop he
attended with Irish fiddler, James Kelly. In this workshop, Kelly illustrated
. . . some techniques for doing what he called rolls and trebles. And the rolls, I
compare to a turn, what we call a turn in more classical music, where you go up a
note, down a note, down below the previous note, and then back up again (See
Figure 2. 1 ). But, a roll happens much faster and they have a few, he has about
six, variations on how he would do a roll. (Dodge 2000)
The fiddle, as well as the uillean pipes and tin whistle, create an Irish sound through a
highly ornamented performance style. This ornamentation, woven around simple
melodies, combines with unique timbres to produce a distinctive Irish quality.
16
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Figure 2. 1. "A Roll or Treble"

An example of traditional Irish instruments mentioned by insider Katrina Elliott
occurs in the Irish step dancing production, Riverdance. Though the songs included in
the show are not hundreds of years old, Elliott still referred to them as " . . . typical Irish
songs" (Elliott 2000). Elliott's response to Riverdance is at least in part based on the
traditional instruments used in this production, including the uillean pipes, Bodhran,
fiddle, whistle, and accordion (Whelan 1995). These instruments participate as codes
within the music, causing Elliott to describe these songs as typical Irish songs.
While the code of traditional Irish instruments signifies "typical Irish songs" to the
insider, this code produces a connection to Irish culture that is viewed as "haunting" and
"mystical in flavor" to the outsider (Farrington 1998, 1 3 0). This is due, perhaps, to the
Irish association with mysticism, spirits, and famous folklore icons, such as the
Leprechaun, the Banshee, and the Pooka. The traditional instruments participate as
codes, signaling both to those inside and outside of the homeland to connect this music
with its Irish heritage.
While Riverdance is categorized as "traditional" by Elliott, some groups with the
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"rock" label include traditional Irish instruments in rock music to produce a type of
fusion. The group Afro Celt Sound System successfully creates a union between rock
and traditional Irish music. What makes Afro Celt Sound System sound distinctively
Irish is the traditional Irish instruments on their compact disc, Volume I: Sound Magic:
the uilleann pipes, wood flute, whistle, Bodhran, harp, accordion, and fiddle (Afro Celt
Sound System 1996). Similar to outsider exoticization of Riverdance, the combination of
these rock and Irish instruments is seen as "the purest fusion . . . with its haunting Celtic
pipes and flutes, thick African percussion, and addictive techno dancebeat . . . " (Fhaner
2000, 11).
The Irish rock group, the Pogues, also produce a type of fusio�, integrating their
rock sound with Irish traditional instruments. Addressing this blending of genres,
Irishman Mark Prendergast claims that "The Pogues were the first ever group to play
traditional folk music and punk rock combined" (1987, 108). Though the "traditional
folk music" quality is created through several factors, the incorporation of such traditional
Irish instruments as the accordion, uillean pipes, and whistles on the album, Pogue
Mahone, provides the Pogues with their "grass roots" Irish rock sound (Pogues 1995).

Vocal Quality and Echo

Like Afro Celt Sound System and the Pogues, Sinead O'Connor participates in
music categorized as rock. While sqme of O'Connor's music incorporates traditional
Irish instruments, such as the whistles in "Daddy I'm Fine," it is her singing style and
vocal quality that are Irish codes, exemplifying Irishness primarily to insiders (O'Connor
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2000).
In "Sinead O'Connor--Musical Mother," Keith Negus identifies two types of
singing styles in the music of Sinead O'Connor: ". . . a more private, confessional,
restrained and intimate voice, and a harsher, declamatory, more public and often nasal
voice that frequently slides into a snarl or shout" ( 1997, 181). 0'Connor's softer, more
intimate voice is sung in her head voice, creating the impression that she is singing
falsetto and higher than she actually is. With this voice, O'Connor appears to fit the same
stereotype of the wistful Irish singer that she attempts to combat with her shouting and
snarling (Ibid., 185). O'Connor's shouting has prompted the media to refer to her as
another Irish female, the mythical Banshee (VH- 1: Behind the Music 2000). Whether
O'Connor sounds like the stereotypical wistful Irish singer or a screeching Banshee, her
voice still signifies an Irishness.
Returning to the quotation discussing the fusion of Afro Celt Sound System, the
Celtic pipes and flutes are considered to be haunting. Yet in my interview with Elliott, it
was the female voice in Irish rock music that sounded haunting. While describing Irish
vocalists, Elliott said, "sometimes they can use echoes, especially Sinead O'Connor's
music. She uses echoes like it sounds like she's singing in the bathroom or something
because, you know, it's like a haunting sound to it" (Elliott 2000). A particularly strong
echo is found in the song, "Never get old," from the recording, The Lion and the Cobra.
In this song, the reverberation imparts an other worldly effect, which again, signifies an
Irishness to the listener (O'Connor 1987).
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Ornaments and Melismas
O'Connor's vocal quality is not the only Irish code in her music as her vocal
technique is reminiscent of Irish "traditional" music as well. As mentioned previously in
this chapter, Irish traditional music is highly ornamented. Likewise, O'Connor
implements melismas that are similar to the ornamentation used by instrumental Irish
performers. In.."Black Boys on Mopeds," O'Connor repeats the phrase "Remember what
I told you . . . " twice in the song (O'Connor 1 990). When she sings the word, "I," on beat
three, O'Connor completes a tum like the one in Figure 2. 1 , beginning on the fourth scale
degree (See Figure 2.2). Another example of this type of ornamentation is evident in
"Nothing Compares 2U." In this song, O'Connor sings, "Since u [sic] been gone I can do
whatever I want I . . . I can eat my dinner in a fancy restaurant," this time placing the
ornaments on "want" and then again on the last syllable of "restaurant" (O'Connor
1 990). In this instance, O'Connor begins on the second scale degree, but again, performs
a tum like Figure 2. 1 (See Figure 2.3). When performed at a fast tempo, these turns are
consistent with the type of ornaments performed in Irish traditional music, symbolizing
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Figure 2.2. "Ornament # l ',4
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Sinead O'Connor, I Do Not Want What I Haven 't Got (New York: Chrysalis, 1 990), Compact Disc.
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an Irishness to the listener.

Gaelic and the Irish Accent

Within the linguistic codes, two levels occur with the most obvious one being the
use of Gaelic, the language associated with Irish culture, and the accent which emerges in
the singing voice. The engagement of the Gaelic language ensures the recognition of
Irishness as it is the ancient language of the Irish people. "Never get old," begins with six
lines of Gaelic recited by New Age artist, Enya (O'Connor 1990). The Gaelic in this
recitation translates as an excerpt from Psalm 91 in the Bible:
God commanded His angels concerning you to guard you in all your ways; they
will lift you up in their arms, to keep you from striking your foot against a stone.
You will tread upon the lion and the cobra; you will trample the great lion and the
serpent. (Lear and Maton 2002)
This introduction is interrupted by Sinead O'Connor singing the lyrics "Now a woman
with a drink in her hand / She likes to listen to rock 'n roll / She moves with the music /
Never gets old / It's the only thing that never gets old" (O'Connor 1990). The lyrics
celebrating rock music continue, "It's the only thing that never can do no harm" except

3

I

Figure 2.3. "Ornament #2"5
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Sinead O'Connor, The Lion and the Cobra (New York: Chrysalis, 1987), Compact Disc.
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now, the Gaelic poem is repeated three times as if trying to overcome the previous lyrics
hailing the undying stature of rock music (O'Connor 1990). This time, O'Connor enters
loudly with electric bass, electric guitar, synthesizer, and drum set completely shattering
the traditional by the modern.
These lyrics contrast the struggle of the Irish people in honoring their heritage
'. ••

I

while conforming to the world of rock, not unknown to the Irish listener who could
'

•

I

identify with the dual characteristics as they coexist in her or his society. Yet,
O'Connor's music successfully addresses both characteristics with a recognizably LIrish
sound within a global genre.
I.
' .
While the Gaelic language is easily recognizable, the minute
differences
of

pronunciation between Irish and other English speaking groups are more difficult to
., accent,
detect, especially in the lyrics of a song. Again, it is the Irish who recognize the
which functions as a code representing this culture. When addressing the variation
between Irish and American vocalists, Elliott said, "Their voices are completely different
...in their accents of it and how they pronounce words and how they accentuate vowels
. I.
and stuff like that" (Elliott 2000). In the song "Daffodil
Lament," the Irish rock group the

Cranberries repeats the phrase, "And the daffodils look lovely today" (Cranberries 1994).
In order to measure the accent 'in.. ""i
this song, I took the portion, "lovely today," and
..

t

:.

I • J Ao
translated it into phonetic symbols using the system of the International
Phonetic
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Association (Herman 1 943, 77- 1 0 1).6 To begin this analysis, the word lovely in
American English has the two syllables "love" and "ly" which have the vowel sounds of
the short "u" (like in "up") and the long "e" in a weak syllable (such as in the second
syllable of jelly), respectively, making the American Phonetic spelling [lUvlEE]. In the
Irish dialect, this word sounds like [IAWvli] as the short "u" in American is "AW" in
Irish like the vowel in "off," and the long "e" is a short "i," such as in the word "bid."7
The second half of the phrase, today, also has two syllables split into "to" and "day." The
vowel in "to" in the Irish dialect has the "oo" sound (this time like the "oo" in good) and
the long "a" in "day" is the "EH" sound (as in the word bread). It is the "EH" group that
is emphasized in this song as it is repeated after the original completion of the word,
which Herman mentions is a sound frequently lengthened in the Irish dialect (Ibid., 82).
Thus, the phonetic symbol for today is [toodEH EHHHHH], differing from the
[tOOdAY] in the American dialect. Comparing these two dialects, the entire phrase in
Irish English is [lAWvli] [toodEH EHHHHH], and in American English it is [IUVIEE]
[tOOdAY].
This is just one short example of the subtle distinctions between American and
Irish accents able to be detected in the vocal technique of Delores O'Riordan of the
Cranberries. Still, this detection is not obvious as I had previously listened to the
Cranberries' music but was never aware of their Irish identity or the accents which

6

I used Herman's book, Foreign Dialects: A Manualfor Actors, Directors and Writers, as a text for this
translation.
7
Herman offers two variations for the short "u" sound. It is, however, the "AW sound that the Cranberries
use in this particular example.
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permeated their songs. Yet through the insight of an insider, I was informed of the accent
and how the linguistic code represents Irishness in the phonetic domain.

Poetic Language

Of course, all of the aforementioned codes are related to the physical action in
performing the music, however, Irishness can be revealed through vocabulary, that is, the
choice of words. John Waters in his book, U2 Race ofAngels: The Genesis of U2,
discusses the codes in U2's music identifying them with their heritage (1994). Bono, the
lead singer of U2, claims,

,. the Blue
...Even though there isn't an obvious Irishness in a song like, 'Bullet
,- I
Sky,' there is something Irish ...about the language I used to paint the picture:
''' driving nails into the soul
'In the howling wind comes a stinging pain / See them
on the tree of pain / You plant a demon seed, you raise a flower of fire / See them
burning crosses I See flames higher and higher.' (Ibid., 137)
Bono continues, confessing the sound of the words are as significant as their meaning
(Ibid). And so, it is U2's poetic language that is able to signal an Irish concept to those of
the same culture who share this common background and understanding.
But, still I wondered why this sounds Irish. John Banville sees these lyrics as the
... attributes this to a type of
warping and twisting of reality by Irish songwriters and
'

retaliation for the loss of the Gaelic language (Ibid). In my interview with Irish student,
Mark Moore, he discussed the Gaelic language in connection with a "nationalist
movement" that "... was sparked by people trying to learn to speak Irish" (Moore 2001).
Even though English remains the primary language spoken by the Irish, Moore
acknowledges, "But, there's still kind of that current there" (Moore 200 1 ). In other
24
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words, a strong connection between the Gaelic language and the Irish people still exists
today. Banville claims this loss of the Gaelic language affects songwriters like U2' s
Bono.

Irish Topics

While Bono views his poetic language as sounding Irish, the topics in his lyrics
identify lrishness as well. U2's popular song, "Sunday, Bloody Sunday," has topped the
charts and is featured on several of U2's albums such as War, Under a Blood Red Sky,
and Best of 1980-1990. The term Bloody Sunday, more than a title for a rock song, is
used to describe two events in Irish history. In one instance in 1920, British soldiers
'

j

1, January 30, 1972, British
opened fire on spectators at a football game; in the other, on

soldiers shot and killed thirteen Irish demonstrators. While discussing the message in
"Sunday, Bloody Sunday," the Edge (guitar player for U2), said,
Though we have picked the two incidents by the same name, that is really not
I, incidents] as the medium by
what we're getting at. We're using [the name of the
which to get across the power of the song . . . It's the atmosphere of the song
[ and] the other lyrics that qualify it. We felt that we should stand up and be
counted on this very volatile but personal topic [of] Northern Ireland without
actually coming through on any political stance. (Alan 1992, 52)
I
This song, therefore, is not about the violence between the British and the Irish
but rather
I

is about the violence between the Protestants and Catholics in Ireland. In order to. express
this position, the effects of violence are depicted in the following lyrics:
Broken bottles under children's feet
Bodies strewn across the dead end street . . .
There's many lost, but tell me who has won
The trench is dug within our hearts
25

And mothers, children, brothers, sisters
Torn apart . . .. (U2: The Lyrics Archive 2002)
Violence is pictured here as a "dead end street" with no winners as it tears families apart. 8
As Bloody Sunday is an infamous day in Irish history, the title "Sunday, Bloody Sunday"
signifies Irishness.
The topic of Irish literature in Irish rock music, such as "Yeat's Grave" by the
Cranberries, illustrates an Irishness through references to Irish poet W.B. Yeats ( 18651939) and Irish patriot Maud Gonne. 9 Yeats' poem, "No Second Troy," is about Maud
Gonne and is quoted by the Cranberries in the lyrics, "Why should I blame her / That she
filled my days / With misery or that she would of late / Have taught to ignorant men
violent ways . . . " (Cranberries 1994). "The basic gist [of these lines] is [Yeats']
unrequited love for Maud Gonne and a dig at the futility of her own patriotism and the
men who have . . . followed" (Moore 2002). In the next stanza, the lyrics continue to
discuss Gonne: "Sad that Maud Gonne couldn't stay I But she had Mac Bride anyway /
And you sit here with me / On the isle of lnnisfree" (Cranberries 1994). The Mac Bride
the Cranberries are discussing is Gonne's second husband, John Mac Bride, and the "isle
of Innisfree" is a reference to another Yeats' poem, "The Lake Isle of Innisfree." As the
setting of this song is Yeats' Grave, this allusion more than likely relates to the line in the
poem, "And I shall have some peace there . . ." (Yeats 2002). Thus, an Irishness is
created through the references made to W.B. Yeats, Maud Gonne, and two of Yeats'
More analysis on the lyrics of"Sunday, Bloody Sunday" can be found in Chapter 4.
Maud Gonne is mainly known as an Irish patriot who fought for the Irish nationalist movement in the late
1880's. Though she refused Yeats' marriage proposal in 189 1, she continued to be his unrequited love
(Barry 2002).
8

9
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poems.

Conclusion

Approaching the music of another culture requires dealing with their music in
view of their background and social codes. "Musical works and their performance are
products of culture, of a people, expressing individuality and cultural convergence" (0
Suilleabhain 1994, 334). Through their music, Irish rockers, despite their global genre,
have not only reflected their cultural background but have represented it through the use
of musical codes.
The significance of creating a uniquely Irish sound lies in the unifying capabilities
of music. Unity of Irish culture exists through "meaning" that is attached to Irish codes
"through social interpretation" (Feld 1994, 85). Codes, such as the topic of "Sunday,
Bloody Sunday," represent important and defining aspects to insiders, evoking
interpretations related to the past and present memory of the Irish people.
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CHAPTER 3
MEDIA DEFINITIONS OF IRISH IDENTITY
Introduction

The participation of Irish musicians in the rock mainstream has brought about
exposure and publicity through the media. This exposure and publicity, found in
' - .. r.,� with
newspapers, in magazines, on the radio, and on television, often link Irish musicians

their culture. As with any cultural identity, this connection with the Irish is associated
with generalizations and stereotypes about what it means to be Irish. Through the
portrayal of Irish rockers and their music, the media ascribe or assign qualities to the
.'
Irish. In this chapter, I explore the media's representations of lrish culture and
the

diaspora who want to connect to their Irish heritage. More specifically, I argue that the
media's characterization of "authentic" Irish culture is an idealized misrepresentation
manufactured by the media.

Exoticism and the Media

The media, including magazines, television stations, recording studios, and
newspapers, define peoples and make assumptions about cultural identity. However, the
I.

media's definitions and assumptions about other peoples are often embellished. To
demonstrate how Hollywood and television images influence even ethnographic films
Leslie Devereaux states that
The filmic forms of knowledge produced in even so arcane and scientifically
oriented a discipline as ethnographic film are necessarily entwined with the
I because the narrative
fictional cinematic forms of Hollywood and television
and
·1

..
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compositional expectations that even university students bring to their viewing
have been schooled by the movies, by TV, and by home videos.(1995, 4)
If ethnographic films, films designed to give scientific representations of other cultures,
are informed by "fictional cinematic forms," then it is not surprising to find biased ideas
in historical docwnentaries.
The History Channel, which is supposedly devoted entirely to the presentation of
"objective" information, is not immune to biased idealizations. For example, on St.
Patrick's Day in 2001, the History Channel showed several docwnentary programs about
Ireland on a preview of their new station, History Channel International, in which
idealized words were chosen to describe Ireland. Exoticized ideas about Ireland are
evident the opening monologue:
Welcome to a special evening dedicated to a glorious, ancient land and to a
glorious new way of watching the world before us. Welcome to a history of
Ireland, our special preview of History International. This evening of enlightening
television is our way of giving you a taste of History International: a network with
a global perspective ... We begin with a marvelous overview of the
• Emerald Isle. You're about to witness a short
extraordinarily rich history of the
history of Ireland. We' 11 go across the seas and beyond the myth to reveal an
often tragic and always moving story ofpride, struggle, and survival. This is the
kind of programming and perspective you'll find only on History International.
[emphasis added] (History Channel 2001)
The promoter uses descriptive language (indicated by the italics) that romanticizes the
Irish and their land. Other terms used during that evening in connection with the Irish
include "mysticism" and "spirituality" (History Channel 200 1 ). These words, associated
with the Irish and Ireland, are also connected with ideas of "authenticity."
I • of
For the present study, I will use "authenticity" to denote the manufactured ideal

Ireland and Irish culture as ancient, uncorrupt, magical, and spiritual. 1brough
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"authentic" depictions, the media is patronizing, presenting the Irish as objects lacking a
three-dimensional complexity that exists in every culture.
Despite the inaccurate and degrading nature of media representations, music
consumers are still interested in the "authentic," which has perpetuated a fascination with
Irish music. Timothy Taylor describes the attitude of Western music consumers:
What is of concern to listeners is that the world music (or alternative rock or what
have you) they consume has some discernible connection to the timeless, the
ancient, the primal, the pure, the chthonic [sic]; that is what they want to buy,
since their own world is often conceived as ephemeral, new, artificial, and
corrupt. ( 1997, 26)
Music consumers, then, are mesmerized by what they perceive as "authentic."
Creating the illusion of the timeless and the primitive is not difficult as consumers seem
ready to be convinced. Taylor points out that in order to create this illusion, record
companies of Celtic music use "discourses and imagery of authenticity . . . to hook
potential listeners" (Ibid., 6). Descriptive language and images on compact disc covers
spark the imagination of buyers with a connection to a world perceived as primitive,
mystical, and magical.
The type of discourse Taylor refers to is frequently found on Celtic compilation
CDs. On the back of Celtic Legacy: A Global Celtic Journey, the text makes the
following claim: "It is music ancient and timeless, traditional and original, inspiring and
innovative -- the soul-stirring sounds of the Celts" (Coulter 1995). The CD, Celtic Spirit:
Tales ofthe Soul describes Celtic music as a "mystical source" that "has retained a

profound spirituality that transcends the rational content of belief that reaches to the very
soul" (1998). By marketing CDs with these assumptions, record companies not only
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attract consumers interested in the "authentic" but also shape notions of what it means to
be Irish.
Images also play a substantial role as they appeal to shoppers desiring to connect
with the authentic. Both The Best ofIrish Folk: Volume One and Celtic Treasure II: The
Living Legacy o/Tulough O 'Carolan (See Figure 3.1) include the Irish standard: the
castle ( 1996; 1998). Castles are associated with the ancient since most of them were built
during medieval times and are connected to a world of kings, queens, and knights. Filled
with history and symbols of a people, castles are imposing stone structures used as

Figure 3 . 1. "The Castle in Traditional Music" 10
Used by permission from Narada Productions, Inc.

10

Turlough O'Carolan, Celtic Treasure II: The Living Legacy of Turlough O 'Carolan (Milwaukee: Narada,
1998), Compact Disc.
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fortresses in battles and seen as timeless, having stood for over a millennium.
The cover of Celtic Legacy: A Global Celtic Journey has a picture of the standing stones
of Callanish, prehistoric artifacts resembling Stonehenge and worn with age associated
with the ancient (See Figure 3.2). And, Celtic Requiem 's cover contains medieval
Christian artwork with an ornate border of the interlocking rings typically associated with
Celtic symbols (Coulter 1995; McLaughlin and Coulter 1998). These are all examples of
images commonly associated with Ireland and Irish culture, perpetuating the aura of
authenticity through the ancient, mysticism, and magic.

Figure 3 .2. "Standing Stones of Callanish" 1 1
Used by permission from Narada Production, Inc.

11

William Coulter, Celtic Legacy: A Global Celtic Journey (Milwaukee: Narada, 1995), Compact Disc.
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These stereotypical images are not limited to traditional music CD covers but can
also be found on Irish rock CDs. For example, the castle on the CD, U2: The
Unforgettable Fire (See Figure 3.3), generates an association with the ancient (U2 1 984).
Dealing with the magical rather than the mystical, a rainbow, which is so often associated
with the Irish legend of the Leprechaun and his pot of gold, is present in the liner notes of
the Cranberries' compact disc, No Need to Argue (Cranberries 1994). So it seems that
stereotypical images associated with mysticism and magic are used in the marketing of
both Irish traditional and Irish rock CDs.

Ethnoscapes and the Diaspora

As Irish music is promoted through sounds, visions, and words associated with
"authenticity," many outsiders, particularly the Irish diaspora, subscribe to the media

Figure 3.3. "The Castle in Rock Music." 12
Used by permission from Interscope Records.

12

U2, Unforgettable Fire (New York: Island Records, Inc., 1 984), Compact Disc.
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portrayals of Irishness because of the connection they feel to the Irish ethnic group
through the global flow known as "ethnoscapes." As described in Chapter 1 of this study,
Arjun Appadurai defines ethnoscapes as the moving and shifting of people around the
world (1990, 7). Vacations, migrations, relocations, and business trips are all part of
ethnoscapes. Despite this global movement, as Clifford points out, members of an ethnic
group remain part of the same group (Clifford 1997, 4). This sense of belonging is
significant as people are no longer confined by geographical boundaries and are free to
mix with individuals of other ethnic groups and backgrounds. Neighborhoods and cities
have become diverse in cultural activity as people travel beyond previous limits.
The Irish have had a long history of traveling and moving away from home
(Wright 1975, 2-7). Immigrants brought pieces of their culture and beliefs, but most
importantly, a pride in their homeland. Through this pride, a longing idealization of

..

home was created and portrayed in many early immigrant songs. The lyrics from the
song, "A New Song Entitled the Emigrants Love for His Native Land," illustrates this
feeling when it says, "In all lands that I've been thro I I can't find one to match with you /
For splendour and far beauty. / You' d exceed them all" (Ibid., 620). This immigrant
envisions Ireland as surpassing other places she or he has been.
Descendants of those immigrants feel a continued connection with and pride of
Ireland. In my interview with Robert Warnock, an Irishman currently working in the
United States, he said as soon as people found out he was Irish, they would also say they
were Irish (Warnock 2001). He would ask them where they were from in Ireland only to
find out their ancestors were the ones who came from Ireland (Warnock 2001). These
34

Americans take on an Irish identity, and yet, they were not born in Ireland and some have
never been there at all. They are outsiders trying to connect with their Irish ethnicity.
Tim Taylor theorizes that Celtic music is viewed by Americans as both authentic and
unspoiled for those of the white middle class longing for an ethnic tie ( 1997, 7).
The Irish have continued to travel but out of desire rather than necessity. Mark
Moore, an Irishman attending university in the United States, says, "Most people go
abroad who are trying to find themselves in certain ways. With the Irish, it will come out
'
(Moore 2001). The Irish
in their music, and there's a great pride in going out abroad"
.

rock band the Corrs demonstrates this modem view of travel in the lyrics of "I Know My
Love" (Chieftains 1999). The lyrics say, "I know my love is an arrant rover / I know he'll
_ wander the wild world over / In dear old Ireland he'll no longer tarry / An American girl
he's sure to marry" (Chieftains 1999). These lyrics reflect the Irish desire to travel
described by Moore, leaving home to go abroad.
Despite this desire to travel and see other places, the lyrics from the contemporary
song, "Young Ned of the Hill," by the Irish rock group the Pogues expresses a continued
idealization of Ireland (Pogues 1989). Even though "Young Ned of the Hill" is primarily
a type of protest song against the English and their years of domination, it also idealizes
the love the Irish have for Ireland. It says to the English, "You have robbed our home and
fortunes I Even drove us from our land / You tried to break our spirit / But you'11 never
understand / The love of dear old Ireland / That will forge an iron will" (Pogues 1989).
While the Irish abroad relate to the idealization in new patriotic songs,
descendants of Irish immigrants also feel an association as they, too, identify themselves
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as being Irish, creating a type of loyalty and feelings of camaraderie toward Irish rockers
and their music. The creation of Irish traditional music groups such as Charlie Ball and
His Irish Basement Band in Knoxville, John and Karol Diehnel in Portland, and the
Border Collies in Atlanta demonstrates an effort by the diaspora to participate in their
Irish heritage.
As Irishness is idealized and exoticized, generalizations are attached to the Irish
ethnic label. Tim Taylor describes ethnic labeling in music when he says,
If it seems that the world beat category refers to music that is somehow exotic,
different, fresh and North American / British pop / rock oriented, it is also true
that musicians who make this -- or any -- music that sounds mainstream will be
categorized by their ethnicity rather than music. ( 1997, 17)
Since Irish rock music is viewed as exotic, Irish rock musicians or bands are classified by
their ethnicity. The issue to address is what generalizations are involved with this ·
classification.

Media Stereotypes and Generalizations

Beyond the label of "authentic," the media have attached other characteristics and
stereotypes to the Irish, such as the stereotype of the " Irish drunk." 1 3 Irishman Robert
Warnock says of the stereotype, "You know, people think that all we want to do is drink,
you know, and that's not the case. I mean, I like beer, but I like to go out to a restaurant
and eat and not have somebody try and buy me a drink all the time just because I'm

The "Irish drunk" stereotype is complex as social drinking is acceptable in Irish culture as discussed in
Chapter 4.
13
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Irish . . . that's the worst stereotype a lot of Irish people don't like" (Warnock 2001).
The media perpetuate the stereotype of the Irish drunk in articles describing Shane
MacGowan, the former lead singer of the Irish rock band, the Pogues. An article from
The Times in London remarks, "Unfortunately, these days, Shane MacGowan seems so
intent on becoming the stereotypical Irishman - mostly drunk, never coherent before
midday - that it's difficult to imagine him ever recovering the muse that marks the best of
his collection" [emphasis added] (Connolly 24 March 2001). By referencing
MacGowan's ethnicity, this newspaper reporter is keeping the stereotype of the "Irish
drunk" in circulation. In an article from The Independent (London), MacGowan's refusal
to pay a substantial bar tab prompts the headline, "They don't make Irish drunks like they
used to" [emphasis added] (Walsh 14 February 2001). Like the article in The Times, this
newspaper article also invokes MacGowan's ethnicity while discussing his behavior,
sustaining this stereotype.
According to Rusciano, Fiske-Rusciano, and Wang, newspaper reporters, as one
part of the media, have the power to "construct world opinion . . . " ( 1997, 73). Thus,
newspapers, as part of the mediascape, possess the power to denote what and who is Irish
to the rest of the world.
To explore this concept, I searched for international, full text newspaper articles in
the English language over a two-month period that mentioned either U2 (an Irish band) or
Britney Spears (an American artist). 1 4 I analyzed the context and terminology in articles

14

I used the general search engine from Lexis-Nexis Academic Universe online database. I first searched
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linking Spears with her nationality and U2 with their ethnicity. (My methodology
associates Spears with her nationality as white Americans are seen as ". . . lacking an
ethnic identity" [Taylor 1997, 7].) I chose to compare these two performers because they
received a similar amount of press during the period under study: from May 14, 2001 to
July 14, 200 1, U2 appeared in 220 articles, and Spears was mentioned in 247. Using this
comparison, I illustrate the media's ascription of ethnicity to the Irish and the media's
lack of national ascription to Americans.
I discovered that the American artist, Britney Spears, is rarely linked with her
nationality. Those few articles that connect Spears with her American origins only do so
indirectly and are not even about her. In The Independent (London), Spears is compared
to Lauren Bush in the headline, "Eat your heart out, Britney Spears: She's been called the
most glamorous American since Jackie Kennedy" (Buncombe 23 May 2001 ). And, in an
article discussing Billie Piper's marriage to DJ Chris Evans, The Herald of Glasgow,
Scotland remarks, "To Americans it would be akin to pairing Britney Spears with shock
jock Howard Stem" (Maclaren 30 June 2001).
Out of the 247 articles mentioning Spears, only four examples refer to her
nationality. This fact implies that Americans are considered by the media as the standard,
preventing the media from using Spears as an ethnic archetype for stereotypes and

for articles mentioning Britney Spears and U2 followed by a se�ch of those articles for the words,
"American" and "Irish," respectively.
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generalizations. 15
On the other hand, articles mentioning U2 not only connect them to their ethnicity
but use "Irish" as part of their title, including "Irish rock band," "Irish quartet," "Irish
supergroup," "Irish rock stars," and "Irish rockers." Along with the ascriptions of U2's
ethnicity, the media also assign generalizations to the Irish using U2 as a model.
In articles connecting U2 to their ethnicity, they, and more particularly the lead
singer Bono, are frequently referred to as benevolent political advocates fighting for Third
World debt relief. For example, the Pittsburgh Post-Gazette remarks, "If someone had
mentioned U2 to Republican Sen. Jesse Helms a few years ago, . . . chances are he
wouldn't have thought of an Irish rock band with a passion for Third World debt relief'
(Anonymous 2 July 2001 ). In at least one article, providing aid to the third world is
generalized into an "Irish tradition" (Anonymous 16 October 2000). 16 The New
Statesman of London asserts, "that the lead singer of U2 has been at the forefront of the
campaign to cancel third world debt. Bono's campaign is part of an Irish tradition of
offering material help to the third world . . . " [emphasis added] (Ibid). Citing only one
other situation in which another Irishman has had a similar goal, giving aid to the third
world automatically becomes an "Irish tradition" to this reporter. It is interesting that
these sources connect U2 with their participation in global politics while pointing out
their ethnicity. As is evident by the quote from the New Statesman, generalizations are
made about the Irish by associating their ethnicity with particular issues.

15
16

Even though the media consider Spears' nationality as the standard, she is still marked by her gender.
This source was found in Proquest database instead of Lexis-Nexis.
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While the media emphasize U2' s association with the generalization of the
political advocate in these articles, they appear to focus on their ethnicity. As Irish
• Iii • not only
J. mark
identity is not considered "the norm," U2' s ethnicity becomes the salient

for these musicians but for all members of this group.

Conclusion

Through images and descriptive language in television programs, on compact
disc
1'
covers, in magazines, and in newspapers the media possess the power to ascribe attributes
and qualities to different groups. In the case of the Irish, the media have not only linked
Irish musicians with their ethnicity, but they have also shaped the implications involved
with that identity. One idea promoted by the media and accepted by the diaspora is that
of "authenticity." Consumers attempt to avoid the modem world by sharing in this
mythical and unspoiled vision of Irish "authenticity," which ironically, has been
influenced and shaped by the media, a product of this .modem world.
•l
I •
Even though the media have used the ethnicity of Irish musicians to create
and

sustain generalizations, this ethnic ascription has had other consequences. Perhaps the
most significant is that rock music seen as being Irish exists, in part, because of the
-� -. I
media. As the media call attention to the Irishness of Irish rockers, these musicians

become empowered to define their own identity as representatives of their ethnic group.
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', 4
CHAPTER

''
' I IRISH COMMUNITY
IDENTITY OF THE

.

.

,,
The previous chapter deals with media representations
of the Irish as. exotic.
. ,.
Conversely, the Irish define their own identity
through symbols, such as cultural customs,

..

1•
I ,. and
historical events, and myths. Disjuncture and difference
often occur between media

.
Irish definitions as the ,.media's
depictions are generalized and lack the complexity that
exists within Irish culture. In this chapter, I explore how the Irish create and sustain their
own identity by examining the reflection of and references to the cultural symbols within

.

'
the lyrics and the music
of Irish rock music.

Through the self-ascription of symbols, a connection exists that extends beyond
the association of ethnicity and culture to create a type of Irish nation. By nation, I refer
not to a physical nation-state, but rather to an ethnicity-based community, sharing a
' I
common background.
In this context, an Irish nation exists that is not bounded by
ti
... boundaries
geographical
but remains connected as an "imagined community" (Anderson

1991, 5-6). A nation is a community as each member feels a kinship, a type of
"comradeship," .....
and' it is imagined as most members will never come into direct contact
I

•

I ,
existence (Ibid., 6-7). Anderson states,
with one another or even be aware of each other's

.

...

,. - larger than primordial villages of face-to-face contact
In fact, all communities
'i perhaps even these) are imagined. Communities are to be distinguished, not
(and
by their falsity/genuineness, but by the style in which they are imagined. (Ibid., 6)
The presence and
even existence of a community depend on the perception and
I'

.

.

representation of its members rather than on proximity, space, or the number of people
included.
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Members of an "imagined" community, then, ascribe specific qualities or symbols
that are associated with their identity. Mike Featherstone describes it in the following
way: "The nation, therefore, becomes represented through a set of more or less coherent
images and memories which deal with the crucial questions of the origins, difference, and
distinctiveness of a people" ( 1996, 54). The images and memories Featherstone mentions
are the symbols and qualities that define, characterize, and in a sense, unify an
"imagined" community.
I discovered the "coherent images and memories" of the Irish community by
interviewing insiders from the Irish homeland and first generation immigrants. 17 One
defining aspect associated with the Irish community is social interaction typically
involving social drinking. Images and memories associated with and related to
socializing become the shared customs and symbols that connect the Irish, forming and
developing an imagined community. Through the lyrics and music in Irish music, I
examine the Irish view of drinking within the custom of socializing.

Socializing

As discussed in Chapter 3, the media perpetuate the stereotype of the Irish drunk.
While mentioning this generalization, Robert Warnock expressed his disapproval of the
comic media portrayals of the Irish as drunk and lazy (Warnock 2002). This stereotype is
very complex, however, as the Irish, in part, define themselves through the use of alcohol

17

For a definition of the Irish homeland, see Chapter 1.
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within social activities.
Exploring social drinking within Irish culture, I observed an attitude of
acceptance. In my interview with Irishman Mark Moore, he described this attitude by
stating that "the definition of being Irish . . . means being able to get absolutely
hammered" (Moore 2001 ). Thus, drinking is not seen as negative and is even an
important part of "being Irish."
Yet, the acceptance and even the purpose of drinking is closely tied to the social
character and customs of the Irish community. Moore expressed this when he remarked
•j

that "the big thing about Irish people is they like to go drinking with each other" (Moore
200 1 ). The key phrase here is "with each other," as "Irish people sustain themselves
• H' gatherings . . . " (Greenslade 1992,
through their communities, in formal and informal

21 9). Thus, a deeper and more fundamental connection is produced through social
gatherings within the Irish community.
This bond through socializing is formed from the roots of Irish culture and is
intermeshed in the structure of the community, itself. Colin McCarthy vividly described
it in the following way:
Irish people are rarely alone, they gather for every and any reason. Though it
sounds cliche, the social fabric is almost something tangible. You can wrap it
around you, you can wipe your nose with it . . . Everyone feels a part in some way
or other, of the group as a whole. I think it comes from the way the culture
developed through the clan system. (McCarthy 200 1 )
I

•

'

' I

Members of the Irish culture, then, feel a kinship to one another through the historical
structure and formation of their community.

,. gather to socialize, "the pub" is a typical
When members of the Irish community
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meeting place in which "alcohol play[s] an important part . . ." (Greenslade 1992, 219).
An attitude of acceptance towards alcohol is often reflected in Irish drinking songs
performed in this meeting place. An Irish drinking song typically tells a story that
I'.
contains "comedic elements" in the lyrics and has characteristics
associated with group

singing in the music (Moore 2002). I have included the Irish traditional song, "Pat
Malone Forg�t That He Was Dead," and the rock song, "Boat Train," by the Pogues to
illustrate these features (Harlow 1997, 167-168; Pogues 1989)
In "Pat Malone Forgot That He Was Dead," Pat Malone is in need of money and
decides to pretend he is dead in order to collect on his life insurance policy. At his own
wake, however, he smells whiskey and forgets that he is supposed to be dead. "He sat up
in the wake room and he said, 'If the wake goes on a minute I The corpse he must be in it

I You've got to make me drunk to keep me dead "' (Harlow 1997, 167-168). In this
example, Pat Malone's desire for whiskey outweighs his composure and devotion to his
profitable scheme.
"Pat Malone Forgot That He Was Dead" reflects the type of "low comedy nearly
always dealing with indecent subjects" commonly found in jigs (Randel 1978, 245). Pat
Malone is the "indecent subject" in this song by his attempt to commit insurance
,, . fraud.
These lyrics also accentuate humor such as the moment in which "the corpse" (Pat
Malone) sits up during his own wake to ask for whiskey.
Not only are the lyrics in "Pat Malone Forgot That He Was Dead" characteristic
of an Irish drinking song and an Irish jig, but the music is as well. Reminiscent of an Irish
jig, this piece is in compound duple time (6/8), facilitating the "lively dances" associated
'
44

with this form (Ibid., 191, 245). This piece also fits Mark Moore's musical description of
an Irish drinking song, which is a tune that people in a pub would join in and sing (Moore
2002). The recurrent rhythmic motif, a quarter note followed by an eighth note, featured
throughout this tune (See Figure 4.1, measure 1-7 of "Pat Malone Forgot That He Was
Dead") is animated and uncomplicated, making it easier for the audience to sing along
with the lyrics. Like many traditional songs, the range is small, only a ninth in this
particular piece, suiting most vocal ranges. These characteristics combine to create a
lively tune for group singing.
As Irish drinking songs often accompany social driqking in the Irish community,
they are evident in Irish rock music as well. While "Boat Train," written by Shane
MacGowan, has symbolic political value that is explored later in this chapter, it also tells
the story of a trip on the boat train from Ireland to England during which Irish patriot,
Napper Tandy, drinks a large quantity of alcohol. The lyrics state, "First we drank some
whiskey / Then we drank some gin / Then we drank tequila / I think that's what did me in
/ Then we drank some Brandy . . ." (Pogues 1989). Even though these lyrics display the
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Figure 4.1. "Pat Malone Forgot That He Was Dead" 1 8
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RG, Yet Another Digital Tradition Page: Pat Malone Forgot That He Was Dead. (Author, Retrieved
March 20, 2002) from World Wide Web: http://sniff.numachi.com/~rickheit/dtrad./lookup.cgi?tt=
PATFORGT&ti=PATFORGT&tab= . . .
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consumption of a large amount of alcohol, a comedic moment occurs earlier in this song
when Napper Tandy has had so much to drink that he needs the narrator's help in order to
continue standing. "Boat Train" not only lists many types of alcohol but also reflects
intoxication through Shane MacGowan's slurred singing of the lyrics (Moore 2002).
Moore stated that especially after having a drink or two, "Boat Train" would be a song
people in an Irish pub people could "get into," copying MacGowan's slurred, intoxicated
sound (Moore 2002).
The music in "Boat Train" is conducive to group singing as it is rhythmically
uncomplicated, similar to the rhythms in "Pat Malone Forgot That He Was Dead." The
recurrent vocal rhythmic pattern in "Boat Train," a quarter note followed by an eighth
note, is identical to the rhythmic motif in Figure 4.1. This motif helps to maintain the
rhythmic vitality, accentuating the rowdy character of the song while remaining simple
enough to sing.
Beyond the aspect of group singing, "Boat Train" contains characteristics that
create the same type of atmosphere as a "typical pub song." When discussing this song
with Moore, he no�ed that because of the lively tempo, this is the type of song to which
people would dance (Moore 2002). "Boat Train" is in 6/8 time, reflecting the compound
duple time in traditional Irish jigs. The eighteen m�asure introduction begins with _two
dotted quarter notes in measures 1-4, and a hemiola occurs as these change to three
quarter notes for four more bars. In the final ten measures, the rhythmic pattern doubles
as it changes to six eighth notes, giving the feeling of an accelerando (See Figure 4.2).
Halfway through the lyrics, this eighteen-measure introduction repeats, building the
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Figure 4.2. "Boat Train" 1 9

lively, rousing character of this piece. Through. this introductory rhythmic motif, the
Pogues are able to excite and stimulate the crowd.
The lyrics as well as the music of both the traditional Irish song, "Pat Malone
Forgot That He Was Dead," and the Irish rock song, "Boat Train," exhibit characteristics
found in Irish drinking songs and Irish jigs. As jigs and Irish drinking songs are used in
social activities, "Boat Train" and "Pat Malone Forgot That He Was Dead" reflect this
aspect of Irish culture, helping to connect their imagined community.

Myths, Heroes, Events, Landscapes, and Memories

Beyond the characteristic of drinking within social activities, Featherstone
describes a deeper connection available in the foundation and construction of the
community. An "imagined" community is created by and maintained through
". . . a common repository of myths, heroes, events, landscapes, and memories that are
19

Pogues, Peace and Love (London: WEA Records LTD., 1 989), Compact Disc.
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organized and assume a primordial quality" (Featherstone 1996, 53). Even though the
term "primordial" perhaps overstates the community's perception, still these five
categories exist in the consciousness of the community, uniting its members. Like many
categories, these too, overlap and are interconnected, such as the event of death and its
association with the myth of the Banshee. 20
Even though symbols, such as the shamrock, Dublin, and Guinness, are identified
as Irish (Warnock 2001), I discovered that many of the defining factors discussed by Irish
rockers were related to the colonization by the British. Colonization has brought about
power struggles between the British and the Irish that has not only altered Irish history but
has also affected the way the Irish view themselves. Moore described it in this way:
"there's kind of a battle sense of 'us verses them,' particularly with the English . . . You
kind of have to have something to set yourself against. I think we define ourselves in
those terms" (Moore 2001). The knowledge of who the Irish are as a people, then, relates
to their past and their history of colonization, influencing the myths, heroes, events,
landscapes, and memories by which they establish and structure their community.

Bloody Sunday

The Bloody Sunday of 1972, an identifying event in Irish history, is a recent
example of colonial oppression that has defined and united the Irish community against
the British, and as such, is associated with myths and the memory of the people. I will

20

The Banshee, a mythical woman in Irish folklore, is supposedly seen and heard by those who are about
to die.
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briefly discuss these categories (the myths and the memories linked to Bloody Sunday) as
they exist in the consciousness of the community and their relationship with U2's song,
"Sunday, Bloody Sunday" (U2 1998).2 1
Bloody Sunday refers to Sunday, January 30, 1972 when thirteen Irish citizens
were shot and killed by the British army. These citizens were marching to protest the
decision made by the British government to approve internment without trial. Myths
developed following Bloody Sunday that were biased depending upon the perspective of
who was telling the story. Accordin� to the British government, the British soldiers were
not guilty of any crime since they viewed this march as '"illegal"' (LarkSpirit 2001).
However, the Irish considered the protesters to be "unarmed and peaceful civilian
demonstrators," who had been shot "in cold blood" (LarkSpirit 2001). Differing
perspectives about Bloody Sunday created even more friction between the British and the
Irish, producing a more unified Irish community.
While the memory of this event is documented in history books, U2's "Sunday,
Bloody Sunday" commemorates this day while objecting to its violence. When
discussing Bloody Sunday, Mark Moore stated that his awareness of this event seemed to
be a result of U2'song rather than history class (Moore 2002). Even though the song
"Sunday, Bloody Sunday" has shaped the memory of this event, it is not about the
violence between the British and the Irish. Rather, this title is used to throw light on the
circumstances surrounding the violence between Protestants and Catholics within Ireland

21

See Appendix I for complete lyrics to this song.
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(Alan 1992, 52). This song begins with the following lyrics:
I can't believe the news today
Oh, I can't close my eyes and make it go away ....
How long must we sing this song?
r
... 'cause tonight ... we can be as one .... (U2: The Lyrics Archive 2002)
In these lyrics, Bono, the lead singer of U2, expresses his frustration, anger, and disbelief
that the fighting and the killing in Northern Ireland is happening. Throughout this song,
he continues to ask "how long " the Irish will fight amongst themselves and states that the
Catholics and Protestants can be united as one.

., the
\I'
During my interview with exchange student Katrina Elliott, she remarked
that
Irish continued to fight because of the years of hurt and resentment between the two
religious groups (Elliott 2000). The lyrics represent this with the lines,
The trench is dug within our hearts
And mothers, children, brothers, sisters
Tom apart .... (U2: The Lyrics Archive 2002)

.

In this first line, U2 uses the digging of trenches as a metaphor to express the feelings that
'

war is ripping apart the hearts of the Irish people. The two lines that follow address the
I'
loss of family members, which is the reality of the situation. In fact, Elliott stated
that

with the exception of herself, everyone she knows has lost someone close to them as a
result of the violence (Elliott 2000).
At the end of "Sunday, Bloody Sunday," U2 references Christianity in the lines,
••
I
The real battle
just begun
To claim the victory Jesus won
On ...
Sunday Bloody Sunday . . .. (U2: The Lyrics Archive 2002)

The "real battle" mentioned here is the battle between right and wrong, and the "victory
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Jesus won" alludes to the Biblical reference of Jesus' victory over death on Easter
Sunday. U2 is stating that the focus of both Protestant and Catholic groups should be on
the battle between right and wrong rather than on fighting one another.
Through the music in "Sunday, Bloody Sunday," U2 reinforces the powerful
lyrics, protesting violence. The music begins with only a snare and bass drum, sounding
like a military cadence and producing the image of an army going off to war. Yet, the
snare tattoo is disjunctive, lacking an even rhythmic pattern, suggesting the futility of and
opposition against marching into battle and creating more destruction. Fallowing the
percussive introduction, the note C7, is played on the violin with a screeching, harsh
quality reminiscent of horror movies in the West, signifying a deadly situation, such as in
the movie, Psycho. Carter Alan describes this entrance as a "haunting violin note," which
creates an atmosphere for Bono's depictions of the horrors of war ( 1992, 52). After the
violin plays its first note, the guitar begins arpeggios of the chords, vi, l6/4, and IV(add 6)
in the key of D major (See Figure 4.3). The descending motion of this guitar riff in the
bass line increases the sadness, despondency, and desperation, reflecting the message of
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Figure 4.3. "Bloody Sunday Guitar Riff'22
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U2, Best of 1980-1990 (New York: Island Records, Inc., 1 998), Compact Disc.
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the song.
The bass enters on the downbeat before the phrase, "How long . . . ," emphasizing
the question that follows, which is "how long must we sing this song" (U2: The Lyrics
Archive 2002). During this phrase, the bass ascends from the notes D2 to E2, showing
that there is an alternative to fighting. The bass continues with a IV6 arpeggio (B 1, D2,
�d G2), beginning on the word "tonight" from the phrase "tonight . . . we can be as
one . . . " (U2: The Lyrics Archive 2002), sustaining the intensity through the minor 3rd
interval between B 1 and D2. This arpeggio continues throughout this piece except for
two interludes occurring at the end of the chorus during the words, "Sunday, Bloody
Sunday." These interludes break the emotional intensity as the bass and guitar play the
notes, A2, G2, and F#2 (See Figure 4.4). Before the next angry verse, these interludes are
reflective like a time for grieving.
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U2, Best of 1980-1990 (New York: Island Records, Inc., 1 998), Compact Disc.
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By using the name of a very tragic event in Irish history, U2 emphasizes the anti
violence message of this song, comparing the religious violence in Ireland to Bloody
Sunday. As the Irish are unified against the British through such historical events, U2
uses this song to persuade the Irish to be unified against violence.

Rebellion of 1 798

Despite this internal violence, the Irish community defines itself against foreign
and outside forces, which is evident in the Rebellion of 1798. In the Rebellion of 1798,
the Irish attempted to gain freedom from British rule. "This uprising marks a pivotal
point in Irish history since it was the first of a whole sequence of attempts undertaken by
Irish nationalists to shake off English colonial rule" (Richling 2002). Through this event,
the Irish sense of community has been strengthened as its members fought for a unified
and free Ireland against the British. As a crucial moment in Irish history, the Rebellion of
1 798 is characterized by and associated with its own repository of myths, heroes,
landscapes, and memories. These aspects of the rebellion and the references to this
pivotal moment in Irish history are represented in the Irish songs, "The Wearing of the
Green" and "Boat Train" (Rich 2002; Pogues 1 989). Before examining these categories,
however, it is necessary to present some background information about the situation.
By the 1780's, ideas associated with the American and French Revolutions
influenced the Irish to pursue an independent democratic republic in Ireland. Repressive
laws against Irish Catholics brought about the formation of the United Irishmen group
whose purpose was to unite both the Catholic and Protestant faiths, establishing one Irish
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republic. In the Spring of 1798, the United Irishmen fought against t�e British in some
minor battles with conflicts in Wexford and also in Antrim and Down (Flood 2002).
Despite their efforts, the United Irishmen and the rebellion were defeated by the autumn
of 1798.

The Myth of the Rebellion

While the United Irishmen wanted to create an independent Ireland where
Catholics and Protestants were equal, history conveyed a different story. When historians
wrote about this event, myths were created concerning the purpose and intentions behind
the rebellion, depending on the historian's perspective. Protestant or Loyalist historians
presented the uprising as an attempt by Catholics to slaughter Protestants (Flood 2002).
Conversely, Catholics portrayed this event as a "fight for 'faith and fatherland'" (Flood
2002). Thus, both the Protestant and Catholic groups admired the United Irishmen due to
the myths invented about the United Irishmen's aim in the rebellion rather than their
actual vision.

The Heroes of the Rebellion

With the distortion of the facts by historians, the United Irishmen became heroes
for both Irish religious groups. However, one particular Irishman involved in the United
Irishmen organization and viewed as a hero was James Napper Tandy (ca.1740-1803).24

24

The exact date ofNapper Tandy's birth is unknown but 1740 is the date on his commemorative plaque.
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Tandy first became involved in politics as an appointed freeman ". . . for the purpose of
drawing up a petition to his majesty against certain measures then before parliament . . . "
(Coughlan 1976, 23). He often fought against English rule, and with Irish patriot Wolfe
Tone, he aided in the foundation of the Untied Irishmen in 1791. In 1798 Tandy was
given charge of a French warship and landed in Donegal, Ireland, where he attempted to
assist in the Rebellion. However,
. . . his boat was already delayed by rough weather and by the time he arrived (16
September 1798), the bulk of the rising had already been quashed (the main
French force having already been defeated). Upon hearing the news once ashore,
he nonetheless issued a proclamation declaring Irish independence and proceeded
to get drunk . . .. " (Fran 2002)
Tandy died in France in 1803 and was immortalized as a hero in the Irish song "The
Wearing of the Green."
The traditional Irish song, "The Wearing of the Green" by Dion Boucicault
(ca.1820-1890), uses the color green as a_ symbol of Irish freedom, depicting British
repression through the lyrics in which Irish citizens are forbidden to wear green (Rich
2002). In the second stanza, Boucicault features freedom fighter Tandy when he says,
I met with Napper Tandy, and he took me by the hand
And he said, "How's poor Old Ireland, and how does she stand?"
"She's the most distressful country that ever yet was seen
For they're hanging men and women there for the Wearin' o' the Green." (Rich
2002)

His son, however, claimed that Tandy was 65 years old in October 1 802, which would make 1 740 incorrect
(Coughlan 1 976, 3).
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The link to the symbols of Napper Tandy, the Shamrock, and the color green makes this
song seem to ask, what will the British do to oppress us next (Moore 2002)?
The music in this piece is reminiscent of a patriotic march, especially in meter and
tempo. Unlike the compound meter and fast tempo seen in the Irish drinking songs
discussed earlier in this chapter, "The Wearing of the Green" is in simple duple meter and
is to be performed at a moderate tempo, which are both characteristics of a march.
However, according to Moore, "The Wearing of the Green" sounds patriotic because it is
"such a traditional song" that is even included in history books (Moore 2002). Thus, the
patriotic association Moore feels is not because of the march-like characteristics in the
music, but rather because of a semiotic relationship, connecting the words to their
historical importance in Irish culture.
In 1989 the Pogues reference "The Wearing of the Green" and Napper Tandy in
the rock song "Boat Train." It begins,
I met with Napper Tandy
And I shook him by the hand
He said, "Hold me up for Chrissake
For I can hardly stand . . .. " (Pogues 1989)
As the first two lines are almost identical to the beginning of the second stanza in "The
Wearing of the·Green," this song would remind the listener of the answer: Ireland was
distressed. Similar to historical reports that Tandy became intoxicated upon hearing that
the Rebellion of 1798 was lost, Tandy, in the next two lines of "Boat Train," has become
inebriated.
Rather than reflecting the political reference, the music in "Boat Train" is more
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characteristic of an Irish drinking song. As discussed earlier in this chapter, both the
vocal quality of Shane MacGowan and the repeated rhythmic motif make this song sound
like a pub song.

Landscapes of the Rebellion

While there are many landscapes involved in this rebellion, such as the
battlegrounds in Wexford and also in Antrim and Down, College Green is a symbolic
place. College Green, now the location for Trinity College and the Bank of Ireland, was
once the site of the House of Parliament in Ireland. Here, Tandy fought for freedom
through political channels (Coughlan 1976, 23-27). In a slightly different and more
obscure version of "The Wearing of the Green,"25 this landscape becomes a symbolic
representation of freedom and of a united Ireland in the last two lines, "If those heroes
were alive, boys, their country they'd redeem, / And shortly have the union back once
more in College Green" (Hancher 2002).

The Memory of the Rebellion

As the first of many uprisings to come in Irish history, the Rebellion of 1798 has
remained a defining moment in the history, consciousness, and the memory of the Irish
people. "200 years later 1798 continues to loom over Irish politics" (Flood 2002).

25

Other than the lyrics, I was unable to uncover any information about the existence of this version of"The
Wearing of the Green." On the other hand, "The Wearing of the Green" by Dion Boucicault is widely
recorded and published.
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Despite the failure of the rebellion, this event has been commemorated and celebrated
through the myths, landscapes, heroes, and the memory of the Irish.

Van Diemen's Land

With high ideals and political freedom at stake, Irish citizens joined the United
Irishmen organization. However, after the Rebellion of 1798, many of these United
Irishmen were captured, tried, convicted, and transported. According to the National
Archives of Ireland, 157 Irish citizens were transported to Australia for conviction or
even suspicion of being a United Irishman (Transportation Records Database 2002).
Similarly, "during Ireland's great famine, many of the Irish rebels were sent to ...
Van Diemen's Land" (Bee 2002). Located off the coast of Australia, Van Diemen's
Land, more commonly known as Tasmania, was established by Britain in 1803 as a penal
colony (Bee 2002).Around 1830, many traditional songs about "Van Diemen's Land,"
were written in first person narrative and told the story of a group being transported to
Van Diemen's Land. 26
In 1988, another version of "Van Diemen's Land," with lyrics and music written
by Edge, was performed by U2 on the album Rattle and Hum. Rather than being
transported for a crime involving monetary gain, the narrator is sent away for political
reasons seen in the lyrics, "We fought for justice and not for gain / But the magistrate sent

In my research I have encountered at least five versions from places such as England, Scotland, Ireland,
and Nova Scotia. They vary lyrically and lack similarities musically, ranging from different time signatures
to different melodies.
26
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me away" (U2 1988). A song about exile for political purposes is a familiar theme in
Irish history as United Irishmen were transported fighting for freedom. In the last stanza
of this song, Edge protests against the current violence in Ireland with the lyrics, "Still the
gunman rules and widows pay / A scarlet coat now a black beret" (U2 1988). Whether it
is the British (scarlet coat) or the Irish Republican Army (black beret) causing the
violence, people still are dying and living in fear.
U2's version of "Van Diemen's Land"27 is reminiscent of a traditional ballad both
in form and lyrics. Traditional ballads are typically strophic while "combining.narrative
and romantic elements, frequently with an admixture of the gruesome" in the lyrics
(Randel 1978, 35). Like a ballad, "Van Diemen's Land" is strophic, repeating a lyrical
and simple melody (See Figure 4.5). In first person narrative, the lyrics display romance
when the narrator asks his or her loved one to "Hold me now, oh hold me now / 'til this
hour has gone around" (U2 1988). The romance is varied with the gruesome in the lines
quoted above in which gunmen are still terrorizing .those in Ireland.
Different from the driving drum beat usually present in U2's songs, this tune does
not contain any percussion, contrasting songs such as "Desire." Also similar to a ballad,
the only accompaniment to Edge's lyrical vocal line is a slow guitar part with a bass
guitar keeping time and adding tertian harmonies.

27

See Appendix 2 for complete lyrics to this song.
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Figure 4.5. "Van Diemen's Land"28

Conclusion

To understand Irish culture, it is necessary to explore its history, and how it is
structured. A shared repository of symbols and history creates a kinship and sense of
belonging that ties members together beyond boundaries of place to create an Irish
community. Beyond these characteristics, the community is developed through a set of
myths, heroes, landscapes, memories, and events as these aspects are seen as the
foundation of Irish culture.
As products of culture and community, the lyrics and musical creations of Irish
artists describe and discuss aspects of significant moments in Irish history. Members
within the community process these musical events semiotically as they represent and
reflect the identity of their culture.
Media representations of the Irish focus on and mythologize their past, implying

28

U2, Rattle and Hum (New York: Island Records, Inc., 1988), Compact Disc.
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that all actions and moments of cultural significance have already occurred. Even though
the media define the Irish as a mystical ancient society, the Irish community use
references to the past as a source of empowerment, comparing them to the present
political struggles in Ireland. Through these comparisons, the Irish define their own
identity while reflecting the complex nature of their society.
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CHAPTER S
CONCLUSION

'.

n•
The purpose of this study is to examine the distinctions and differences
retained
I'

by the Irish cultural group despite homogenizing forces of the globalization process, such
,L I focus on Irish rock music and
as global markets and communications. Specifically,
• I

"I still
musicians to discover if Irish rockers can participate in the global genre of rock while

r
reflecting Irish culture. The results demonstrate that Irish rockers
and their music not

only sound Irish but reflect many of the defining characteristics and experiences of the
Irish people.
I also examine the generalizations and stereotypes assigned to the Irish by
members of the media to discover the ideas about Irish culture that influence the

. ..

perceptions of the Western world. One of the generalizations about the Irish and their
I I for media .
music promoted by the media is authenticity, which " . . . is valued as a balm

'•-'· is
fatigue . . . " (Thornton 1995, 26). Irony exists in this situation as authenticity, which
I l media. Despite
J
manufactured by the media, is seen as a way to get relief from the
media
\ .. only
representations, the Irish still define their own identity. I examined how the Irish not
'
define their own identity, but also form an imagined community through the sharing
of
•j

(

symbols, such as myths, landscapes, memories, heroes, and events.

'.

.- is
I discovered that Irish rock music is distinctly Irish for two reasons. The first

" of codes
that it exists through differences, which I illustrated through the model

..

11•
signifying Irishness in Chapter 2, and the second occurs through ethnic labeling by the

..

media. As I examined in Chapter 3, the media refer to the ethnicity of Irish rockers as
•.
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they are not the American standard. By marking the ethnicity of Irish rockers, the media
construct boundaries, dividing and making a distinction between rock music that is and is
not Irish.
Within this ethnic ascription, the media make the generalization that music
created by Irish musicians is authentic, meaning that it is pure, ancient or mystical. While
these ideas are artificial and exoticized, Irish rockers, to a degree, have participated in
images and music identified by the media as authentic. The image of the castle on U2's
compact disc, Unforgettable Fire, and the rainbow in the liner notes on the Cranberries'
compact disc, No Need to Argue, are evidence of images associated with ideas of
authenticity (U2 1984; Cranberries 1994). And as seen in Chapter 2, outsiders often
connect traditional Irish instruments with the "aura" of authenticity. Irish rockers, such as
Sinead O'Connor on the compact disc, Common Ground, have participated in music
played on traditional Irish instruments ( Common Ground 1996). By being involved with
sounds and images depicted as "authentically" Irish by the media, Irish rockers not only
reinforce but have been influenced by this generalization. These examples are consistent
with Sarah Thornton's claim that "the media do not just represent but participate in the
assembly, demarcat.ion and development of music cultures" ( 1995, 160). So to an extent,
a unique Irish music culture exists because of the media.
Irish culture has been colonized and influenced first by the dominant power of the
British and now by the global force of the media. Despite these influential powers, the
Irish are still able to define their own identity not by physical boundaries but through Irish
rock music. This is consistent with the research of George Lipsitz, who examines popular
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culture as a new source of identity with the passing of the nation-state ( 1 994, 5).
Agreeing with Lipsitz's work, I maintain that Irish identity extends beyond the borders of
Ireland to Irish immigrants and the diaspora.
Thus, even though media depictions of the Irish influence much of the Western
world, the Irish diaspora, and Irish culture to a degree, the Irish community still continues
to develop and sustain its own identity. As a part of popular culture, Irish rock music is a
mobile source and reflection of Irish culture, maintaining Irish identity in a transnational
world.
Even as I complete this study, I am aware of several issues to be explored in
further research. For example, instead of examining how the Irish define themselves, a
possible study would compare the images and descriptions of the Irish in the media to the
images and descriptions of the Irish in scholarly literature. Other studies might involve
the Irish diaspora as an extension of the Irish ethnic group and their efforts to participate
in their Irish heritage. Another point of interest would be to explore the media definitions
of the diaspora as a comparison to the representations of Irish culture examined in this
study.
The overall significance of this study exists in the discovery that groups, such as
cultures, ethnicities, and subcultures, can define their own identity despite the effects of a
globalized and transnational world. While the media may influence and, in part, create
the boundaries that define these groups, members are not powerless but carve out a space
within their identity, which they define themselves. Groups become empowered as
members participate as social actors, expressing and reflecting characteristics assigned by
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the group. Like music in this study, social actors have and will choose ways of
expressing the self-ascribed characteristics of their identity through mediums encoded
with meaning.
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APPENDIX 1
LYRICS TO "SUNDAY, BLOODY SUNDAY" BY U229
Yes ...
I can't believe the news _today
Oh, I can't close my eyes
And make it go away
How long ...
How long must we sing this song?
How long? How long ...
'cause tonight... we can be as one
Tonight. . .
Broken bottles under children's feet
Bodies strewn across the dead end street
But I won't heed the battle call
It puts my back up
Puts my back up against the wall
Sunday, Bloody Sunday
Sunday, Bloody Sunday
Sunday, Bloody Sunday
And the battle's just begun
There's many lost, but tell me who has won
The trench is dug within our hearts
And mothers, children, brothers, sisters
Torn apart
Sunday, Bloody Sunday
Sunday, Bloody Sunday
How long...
How long must we sing this song?
How long? How long ...
'cause tonight.. . we can be as one
Tonight. .. tonight. . .
Sunday, Bloody Sunday

29

Used by Permission from Interscope Records.
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Sunday, Bloody Sunday
Wipe the tears from your eyes
Wipe your tears away
Oh, wipe your tears away
Oh, wipe your tears away
(Sunday, Bloody Sunday)
Oh, wipe your blood shot eyes
(Sunday, Bloody Sunday)
Sunday, Bloody Sunday (Sunday, Bloody Sunday)
Sunday, Bloody Sunday (Sunday, Bloody Sunday)
And it's true we are immune
When fact is fiction and TV reality
And today the millions cry
We eat and drink while tomorrow they die
(Sunday, Bloody Sunday)
The real battle just begun
To claim the victory Jesus won
On...
Sunday Bloody Sunday
Sunday Bloody Sunday...
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APPENDIX 2
LYRICS TO "VAN DIEMEN' S" BY U230
Hold me now, oh hold me now
'til this hour has gone around
And I'm gone on the rising tide
For to face Van Diemen's land
It's a bitter pill I swallow here
To be rent from one so dear
We fought for justice and not for gain
But the magistrate sent me away
Now kings will rule and the poor will toil
And tear their hands as they tear the soil
But a day will come in this dawning age
When an honest man sees an honest wage
Hold me now, oh hold me now
'til this hour has gone around
And I'm gone on the rising tide
For to face Van Diemen's land
Still the gunman rules and widows pay
A scarlet coat now a black beret
They thought that blood and sacrifice
Could out of death bring forth a life
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Used by Pennission from Interscope Records.
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